Author uses the presence and performance of women in Trinidad's Carnival, and the narratives surrounding them, to comprehend the linkages between Carnival and the Trinidadian national identity, between gender and the nationalist project. She contends that the public debates surrounding the perceived 'feminization' of Carnival are highly charged because it both exposes the dilemma of post-colonial nation-building and strikes at the heart of the nationalist project.
INTRODUCTION
Annually, between the Christian seasons of Christmas and Lent, the twinisland "nation" of Trinidad and Tobago devotes a considerable amount of resources and energy to Carnival activities.
1 A season in its own right, the Carnival culminates in a two-day street celebration marked by music, dancing, and masquerade performances. Historically, Trinidad's Carnival 2 has served as a social barometer of sorts, registering the ethos, fantasies, ideals, and contests of the society, what Victor Turner (1986:41) has called the hopelessly intermingled indicative and subjunctive "moods" of a culture. In turn, Carnival has had a profound effect on the Self-consciousness and behavior of Trinidadians as a people. Each year, Carnival is known, and sometimes expected, to generate a controversy or highly contentious issue. Some controversies are year-specific and often confined to the organizational bodies responsible for the planning and performance of the Carnival. Others are more diffuse, extending over several years and involving large segments of the society in heated debates about the meaning, function, interpretation, and social/moral implications of certain Carnival practices and/or innovations. In the last decade, the large numerical presence and behavior of women in Trinidad's Carnival has been one such "national" controversy.
This article uses the presence and performances of women in Trinidad's Carnival, and the narratives surrounding them, to comprehend the linkages between Carnival and the Trinidadian national identity, between gender and the nationalist project. The highly charged public debates that have recently surrounded the perceived "feminization" of Carnival suggest more than a numerical take-over of the national fete by females. I contend that the controversy rages because Carnival's "gender change" both exposes the dilemma of post-colonial nation-building and strikes at the very heart of the hegemonic nationalist project. At issue here is an understanding of the nationalist project as "gendered," an insight largely ignored in both lay and scholarly analyses of the material and symbolic role of Carnival in Trinidad's "nation-building." In this paper, I will establish the connection between Carnival and the "nation" of Trinidad and Tobago, then go on to unmask the "gendering" of the nationalist project which, according to its own logic, must make of Carnival a "female festival," produced and imagined by men. I argue that women are ambiguously situated in this universe of meaning and practice, simultaneously undermining the male-constructed nationalist project while seeming to appropriate and reinforce the male produced image of the exotic Other. This ambiguity must be wrestled with by women if they are to both critique and script constructive roles into the narrative and practice of "nationbuilding." In other words, it raises the question of how and if women can pursue their own interests within masculinist discourses and projects (Irigaray 1985; Alexander 1994) .
Embedded in this text, of course, is a critique of theories of nations and nationalism which either silence or minimize issues of gender and gender relations in their analyses. While many oft-quoted and well-respected scholars of nationalist phenomena 3 have largely ignored the significance of "gender" in their analytical frameworks, another growing group of scholars have been unmasking the gender-blindness of most hegemonic theories of nationalism. These latter theorists, among them many female scholars, have shown not only how thoroughly the "nation" is gendered, but how women are written into the nationalist script in largely silent, subordinate, symbolic, or supportive roles. 4 Joanne Sharp (1996:99) , for example, using Anderson's insight of the "imagined bonding" of national citizens writes:
The imagined bonding between individuals and the nation in narratives of national identification is differentiated by gender. Men are incorporated into the nation metonymically ... Women are scripted into the national imaginary in a different manner. Women are not equal to the nation but symbolic of it. Many nations are figuratively female -Britannia, Marianne and Mother Russia come immediately to mind. In the national imaginary, women are mothers of the nation or vulnerable citizens to be protected ... It is the metonymic bond of male citizens who must act to save or promote the female nation.
Inspired and challenged by the issues raised by theoreticians of nationalism and gender, I bring their questions and insights to the performing of the "nation" in Trinidad and Tobago, hoping, in turn, that my analysis will both illustrate and contribute to the growing body of theoretical work on nationalist projects.
METHODOLOGY
This study is the result of fourteen months of formal fieldwork done in Trinidad. However, the origins of this work lie in many years of observing and participating in the Port of Spain Carnival. My first incursion into formal research took place in July and August of 1990, a period of "national" crisis for the islands when Abu Bakr and his Muslim insurgents attempted to overthrow the elected government of Trinidad and Tobago. Being in Port of Spain at this time demonstrated to me the centrality of the carnivalesque, albeit contested, as a way of framing and coping, even with issues of critical social importance. In September 1991, I returned to Trinidad for a year of research. During this time I conducted interviews, did archival research, and observed and participated in a number of the 1992 Carnival related events, including the Port of Spain "Parade of Bands." I was also a participant observer at the 1993 Carnival, and from 1994 to the present have had access to video, audio, and newspaper representations which enabled me to observe the yearly event. The gender transformations in the Carnival, referred to in this study, have been slowly evolving over the last few decades, but the trend became more marked and controversial in the 1980s and continues to the present. The ethnographic data on which this analysis is based is drawn from the 1992 Carnival in which I both participated and gathered an extensive amount of material. While a particular celebration, this Carnival can be considered paradigmatic of late twentieth-century Carnivals insofar as it embodies the practices, public discourses, and concerns around issues of gender and nation building in Trinidad and Tobago. Additionally, this study of a late twentieth-century Trinidadian Carnival could provide useful ethnographic material for a comparative study of the performance practices of women in the Carnivalcelebrating countries of the world.
An urban Trinidadian by birth, I moved into and through adolescence against a back-drop of nationalist fervor and contests which preceded and followed the nation's independence in 1962. The Carnival was one, among many, of the annual events which punctuated my young life, and shaped my understanding of time as seasonal and of many moods. In urban St. James, Christmas preceded Carnival and Lent followed Carnival with the same sort of regularity and certainty that nature's seasons follow each other in the Northern Hemisphere. Carnival, however, with its songs, music, and masquerade has always had a privileged public significance in Trinidad's colonial history, and this became increasingly so as the islands, under the administration of Eric Williams's People's National Movement (PNM), moved to construct its "nation-state." Carnival's symbolic and material significance, however, can only be understood in the context of the demands of the nationalist project. The "imagined bonding" required of national citizens emphasized the need to reduce attention to color, class, and ethnic differences, and to stress instead a common "culture" based on the shared experience of the indignities of colonialism. Richard Fox (1990:67) , in his examination of Hindu identity in India, notes that a cultural essentialism underlies the notion that a nation must have a character, and that this character derives from some cultural underpinning. In Trinidad and Tobago, the new nation's cultural identity was conceptualized as having been forged in response to colonial domination. Indeed, the first prime minister, Eric Williams (1962:280) , suggested that there was a "fundamental underlying unity" in Trinidad and Tobago's society based on a collective experience of colonialism.
Williams's nationalist rhetoric assumed the oppositional categories of colonizers/colonized, erasing both the differences within each category and the points of complicity, resistance, and negotiation across the dominated/dominator divide. Several five-year development plans treated national unity as the overriding objective of development, and the creation of a national identity, based on a common "culture," as crucial to this 5.
Trinbago is taken from the words "Trinidad" and "Tobago" and is sometimes used to denote the one nation. "Trinbagonian' is not a popular form of self-identification, however, with most locals preferring to identify with their island of birth.
unity. Trinidad-born V.S. Naipaul provides us with some insight into the sort of popular perceptions against which Williams's words must be understood. In The Middle Passage, also published in 1962, the year of Trinidad's political "independence," Naipaul (p. 72) wrote:
This talk of culture is comparatively new. It was a concept of some politicians in the forties, and caught on largely because it answered the vague, little-understood dissatisfaction some people were beginning to feel with their lives of fantasy. The promotion of a local culture was the only form of nationalism that could arise in a population divided into mutually exclusive cliques based on race, colour, shade, religion, money. Under pressure any Trinidadian group could break up into its component parts... Nationalism was impossible in Trinidad. In the colonial society everyman had to be for himself; everyman had to grasp whatever dignity and power he was allowed; he owed no loyalty to the island and scarcely any to his group. While a convenient notion around which a national Self could be constructed, the concept of a common "local culture" was problematic, however, given Trinidad's colonial past. British colonial policy and practice had put in place a social structure which organized and constructed hierarchical boundaries between people based on their ancestral origins, color/race, class, and gender. The Trinidadian Self, therefore, was constituted as several, with certain kinds, depending on the variables mentioned above, more privileged than others. For heuristic purposes, I use the terms "elite" and "dominant group" to refer to those who had appropriated the right to govern, control resources, and construct/normalize/police the status quo based on their own criteria. The word "ethnic" is used to signify those kinds of people culturally constructed as different or Other based on the often conflated categories of ancestral origins, cultural practices, physical characteristics, and class. This "difference" justifies the inferior social status of the group, and therefore, the exclusion of its members from society's privileges and benefits. "Ethnicity" is also appropriated by groups so defined as a basis of solidarity, Self-affirmation, and opposition/resistance. I am well aware of the extensive scholarly literature that exists regarding "who" and "what" can properly be defined as "ethnic" (cf. B. Williams 1989) . Engagement with that debate requires another paper. I am also aware that "ethnicity" in Trinidad has its own emic meanings. For example, "negroes" have traditionally been considered a "racial" group while "Indians" are considered "ethnics," even though both have historically been subjugated groups. The unpacking of this significant distinction goes well beyond the scope of this study, however. For the purpose of this paper, I use the concept of "ethnicity" to refer both to the power-laden process of group construction and to the formation, in Trinidad, of two main subordinated groups, originally from Africa and India, who were imported into Trinidad to satisfy the labor schemes of the colonial elite.
The "culture of ethnicity" (Yelvington 1993:9) was firmly established in Trinidad by the time anti-colonial sentiments began to gather momentum at the turn of the twentieth century (Magid 1988) . Even though there is evidence that "cultural borrowing" and syncretisms between the two groups had been slowly taking place, this process was both suppressed by colonial officials and erased by local politicians who appropriated and politicized "ethnicity" in their struggle for ascendancy against both the colonial and local Others. As a result, party politics and ethnic politics in Trinidad are significantly correlated (Yelvington 1993:11-12 ).
Williams's nationalist utterances, therefore, has to be understood in the context of this "culture of ethnicity." In many ways, Williams and the PNM operated on the horns of a dilemma. Nationalist discourse demanded the erasure of social differences in "imagining" the nation, yet access to political power required identification with images and interests that were recognizably "ethnic." These are the two opposing yet related processes that Yelvington (1995:59) refers to in his analysis of nationalism and ethnicity in Trinidad. There is the discourse which constructs a Trinidadian as non-ethnic, that is, a national citizen over and against "others," such as "foreigners" or "ethnics." Conversely, there is the pervasive rhetoric about ethnic, racial, and cultural differences which is used both to access/ consolidate power and justify one's claim to authentic citizenship.
Williams and the PNM, while calling for the erasure of "differences" in favor of a "national/local" culture, were nevertheless heavily dependent on the support of their Afro-Creole constituencies for their political ascendancy. Ethnicity became implicated in the nationalist project as PNM politicians, mainly middle-class Afro-and colored professionals and intellectuals, articulated a political agenda that clearly rewarded and appealed to the Afro-Creole working classes, especially those in urban areas (Craig 1985) . Significantly, the PNM's main electoral opponents were various "Indian" parties, with a large rural support base, which were formed during the latter half of the twentieth century. Cultural practices, then, identified as Afro-Creole-derived, were elevated to the status of national/ local over and against "cultures" of the Other (Yelvington 1995) . Among those practices so privileged as unique "national" inventions are Carnival, and the music with which Carnival is closely associated, steelband and calypso. However, it is important to note that Carnival is not universally recognized as a "pure" and unambiguous African-derived event as is evidenced in the on-going debates about the "origins," and therefore, the "ownership" of the festival.
In present-day Trinidad, the term "cultural activity" is popularly understood to mean the performing and festival arts. The annual Carnival, transformed over time in practice and meaning, is currently constructed as Trinidad's cultural performance par excellence, and given the status of the "national festival." Carnival evolved from the late eighteenth century, through a series of transformations, into a twentieth-century pre-Lenten rite in which diverse social cliques met and interacted in a common activity, albeit along parallel planes as argued by Johnson (1983) . It was, therefore, ideally suited for co-option by the Afro-Creole government in the imaging of a "national" seamless Self.
Carnival, then, became the vehicle through which, and around which, a "mythopoetic" national metanarrative was created, one that homogenized various narratives of Trinidadian self-identification, while paradoxically, acknowledging and celebrating difference (see, for example, Gupta 1992:72; B. Williams 1990) . Moreover, in the context of nationalist discourse, Carnival was considered uniquely Trinidadian, the womb which gave birth to steelband music and calypso, two "inventions" of the black, urban, lower-class males. With the demand for indigenous alternatives to colonial culture, these musical genres were recast as national icons, becoming the nuclei around which a cultural movement, parallel to the political independence movement, could evolve (Stewart 1986:305) .
As demonstrated elsewhere (De Freitas 1994; Van Koningsbruggen 1997) , the festival has become a salient symbol, albeit contested, in the dominant discourse on Trinidad's culture and national ethos, with many Trinidadians, especially from urban areas, cultivating a self that is expressive of the Carnival ethos. As the historian Gordon Lewis (1968:223) , observed:
For the degree that Carnival embodied economic values different from [my emphasis] those of traditional Protestant capitalism ... Trinidadians could feel that they were capable of enjoying themselves in spendthrift pageantry in ways denied to the "cold" English or the "materialist" Americans and could therefore feed the sense of distinctiveness, of being different from others [my emphasis], which is the essence of nationalism.
It should be emphasized, however, that Carnival, as the site where a unique Trinidadian Self is said to be expressed and shaped, is not uncontested, however. As a symbol of national identity, Carnival sets limits on the kind of Self it is possible to create. As a result, Carnival generates its yearly controversies, many of which are fundamentally about the appropriate and inappropriate expressions of "national" identity. Analysts of Trinidad's Carnival have tended to filter the event through the prisms of race, class, ethnicity, and nation-building (for example, Hill 1972 Hill , 1983 Johnson 1983; Pearse 1988a; Powrie 1988 ). This paper foregrounds "gender," especially as it relates to the "imagining" and "performing" of the nation. I do not wish to suggest that class and race are not implicated in gender expectations and practices. The status, position, expectations and behaviors of all women and of all men are clearly not the same in Trinidad. However, as Lisa Douglass (1992:76) argues in her study of upper-class Jamaican women, "what is considered appropriate female behavior is not simply about class. Nor can class alone explain why men live in a way more oriented to the 'street' than women." The same can be said for Trinidad.
KING CARNIVAL: IMAGINING "THE NATION"
In the classical tradition of Europe, Carnival is typically represented as male in contrast to the spirit of Lent which is depicted as a thin, old woman (Scott 1990:173) . Carnival is personified as a fat, gluttonous eater and drinker, symbol of hedonistic excess. Similarly, in Trinidad, Carnival is often referred to as "King Carnival" or the "Merry Monarch" in both official and popular discourse. However, while Trinidad's "king" shares maleness with his European counterpart, his masculinity is fundamentally different. In dominant nationalist narratives, Carnival is represented, not as the fat King who indulged in orgiastic excesses, but as a lean and mean usurper who wrests control of the city from the foreign and/or respectable Others. Significantly, the remembered heroes of Carnival are the stickfighters, midnight robbers, 6 dragons, devils, wild Indians, sailors, pierrot granades, 1 steelband men, calypsonians and ole mas' s iconoclasts.
6. The Midnight Robber was a very popular male masquerade in the first half of the twentieth century, but is now considered a "survival" of a more authentic Carnival which existed in the past. The Robber wears an enormous hat with a fringed brim and a flowing cape adorned with skulls, crosses, and bones. He carries a wooden dagger or gun and assails his victim with long-winded speeches of doom and gloom. He brags about his origins and deeds, and he makes extravagant, but empty, threats and claims. The colloquialism "robber-talk" is used outside the Carnival frame to describe the speech of people, especially politicians, who make grandiose claims and threats. "Robber-talkers" are usually not taken seriously.
7.
A popular male masquerade of the early twentieth century, and now largely extinct, the Pierrot Granade is described by Carr (1988:196-207) as "the supreme jester" in Trinidad's Carnival. A "scholar" who dressed in tatters and rags and delighted in an exhibition of his "deep learning," the Pierrot Granade was a satire on his richly dressed and more learned brother, the Pierrot. The Pierrot Granade usually carried a whip. 8.
Ole Mas', abbreviated from "old masquerade," refers to the wearing of rags and old clothing as costumes for Carnival. The practice is generally associated with the start of the two-day street festival at dawn, a time traditionally devoted to inversions, ridicule, and parody. "Masking" is a popular metaphor in everyday Trinidadian speech, with the word mas' used in a variety of phrases to describe certain situations, attitudes and behaviors. For example, to make mas' or making mas' carries meanings which include the making of costumes and the delight that comes in All these performers were predominantly Afro-Trinidadian men and are celebrated for the themes of resistance which their performances seemed to portray.
9 Carnival was, in fact, numerically dominated by men whose style of performance was often marked by ritualized (and sometimes actual) aggressive, competitive, and iconoclastic behavior. The nineteenth-century stick-fighters and early twentieth-century steelband men engaged each other in actual and ritualized "combat," sometimes directing their aggression at those who policed the island for the colonial government. Similarly, boasting and aggressive verbal sparring were an integral part of the speech acts of many masqueraders, with performers physically "attacking" each other if appropriate responses were not made in kind. 10 Spectators, too, were frequently assailed by fierce-looking masqueraders, while the norms of society itself came under attack in ole mas' portrayals which subverted and inverted the canons of respectability. Since overt aggression and conflict are often unproblematically linked to the concept of resistance both in social science and popular discourses," it is easy to understand why these practices were so naturally co-opted into a nationalist narrative concerned with issues of dominance and subjugation.
Like most nationalists, the architects of Trinidad's nationhood were men who had assumed the premises of an identity discourse which pitted the indigenous Self against the elite and/or foreign Other. 12 The logic of this discourse reduced all oppositions within the Carnival into "resistance" against dominant elites, privileging the behavior typically associated with male "resistance" practices. In present-day popular discourse, these aggressive and iconoclastic practices are defined as "hard." The linkage between the concept of "hardness" and nationalist values is not peculiar to Trinidad, and is one easily made, given the requirements of national construction. Nations are, by definition, bounded entities which require the constructing and policing of borders. "Soft" borders are easily penetrable while "hard" borders maintain the integrity of the Self-Other distinction. Furthermore, nation building is often seen to require "hard values," as Heng and Devan (1992:352) have pointed out in their study of Singaporean nationalism.
subverting and undercutting established norms, procedures, or institutions. To turn everything into ole mas' or the more passive, everything turn ole mas', means that life, plans, or situations have been turned upside down, inside out (old garments were literally turned inside out at Carnival), messed up, or relativized. 9
For example , Hill 1972:49; Crowley 1983:223; Johnson 1983:186; Pearse 1988a :40. 10. Larrie, Black Indian masquerader, interview, May 13, 1992 . 11. See Rogers (1975 , Barbalet (1985) , and Scott (1985) for the discussion on the unproblematic links made between resistance and overt conflictual practices. 12 See, for example , Fox 1990; Heng & Devan 1992; Katrak 1992; Layoun 1992. In Trinidad, the "nation" was gendered from its very inception. Eric Williams conceived of the "nation" as a Mother. In his History of the People of Trinidad and Tobago which he dedicated to "all those who have gone before in the struggle for independence and against colonialism," he wrote:
A nation, like an individual, can have only one Mother. The only Mother we recognise is Mother Trinidad and Tobago, and Mother cannot discriminate between her children. All must be equal in her eyes. And no possible interference can be tolerated by any country outside in our family relations and domestic quarrels, no matter what it has contributed and when to the population that is today the people of Trinidad and Tobago, (p. 281) Yet paradoxically, the narrative of nationalism in Trinidad is largely about men giving birth to the nation through struggle and the "hard" values of "resistance." Carnival as symbolic site of the struggle has largely been conceptualized as male. As privileged site of male oppositional and reputation-making practices, Carnival is narrated as the male "womb" in which the real Self was nurtured and from which the "nation" was born.
Woman's role, then, is perceived not as creating the "nation," but as sustaining that which has been created and continues to be created by men. She is the sustainer of the culture and the status quo: "they work, they come home, stay home, care for the family, they are the sustainers of our culture and our civilization." 13 M. Jacqui Alexander (1994:13) expresses it well in her analysis of Caribbean nationalist parties:
Women were to fiercely defend the nation by protecting their honor, by guarding the nuclear, conjugal family, "the fundamental institution of the society," by guarding "culture" defined as the transmission of a fixed set of proper values to the children of the nation, and also by mobilizing on the party's behalf into the far reaches of the country.
Represented historically as the passive conduits and sustainers of colonial "respectable" culture (see, for example, Wilson 1973), women's role is paradoxically reduced to caring for and sustaining the masculine projects both of colonial dominance and indigenous resistance.
WOMEN IN CARNIVAL
Women have always been part of the street Carnival, albeit in smaller numbers than men. Daniel Crowley (1988:47) records the existence of jamet 14 bands in the nineteenth and early twentieth centuries which were comprised of both women and men. The jamettes wore beautiful dresses, with skirts draped over embroidered, starched petticoats and caught up into their belts. On their heads, they wore headties over which were placed either hats decorated with flowers and feathers or men's fedoras decorated with croton leaves. Always masked, the jamettes' most shocking behavior was their habit of opening their bodices to expose their breasts. Crowley suggests that the jamettes were "matadors" or retired prostitutes gone respectable, hence the need for masking. It is also possible that they were prostitutes aping prostitutes who had gone respectable. Names of individual women chantwells 15 and stickfighters have also been passed on in the oral and written traditions of the jamet Carnival (Brereton 1979:167-69; Pearse 1988b: 157-63) . But while these jamettes are celebrated as part of the wider "male" resistance enterprise of aggression and sexual ribaldry against the elite Other, there exists a deep ambivalence about them as women, especially as it relates to their "sexual" behavior within the society. In present-day Trinidad, the word jamet no longer exists in popular usage to denote the un-gendered subaltern or "underworld" classes. Its feminized version continues in the popular vocabulary, however, and is part of a whole constellation of words used to describe women whose being or behavior is judged to be morally loose, sexually promiscuous, crude, or noisily quarrelsome. Celebrated within the "male" resistance mythologies of Carnival, the jamette is nevertheless an object of scorn and derision when decontextualized from the colonialist class struggle and situated in the context of gender and social relations within the "national" Self.
A privileged source revealing the "male" attitude towards women is the calypso, a musical form which developed in the context of stick-fighting and Carnival, and whose lyrics are widely known, sung, and debated in the society at large. J.D. Elder (1966:91, 110) claims that carisoes (from which calypsoes were in part derived) were originally female banter songs sung, in the intervals between stick-fights, but taken over by men after the 14. In the context of the French colonial system, jamet (masculine) or jamette (feminine) were the patois words used to denote those who lived on the "periphery" or "below" polite and respectable society. These words referred to the subaltern and lower classes, or more specifically, to those people who belonged to the so-called "underworld." 15. Chantwells were singers and are considered to be the precursors of today's calypso singers.
1884 Peace Preservation Ordinance. Whatever the origins of calypso, it was firmly in the hands of men by the turn of the twentieth century (Rohlehr 1990:213) , and continues to be dominated by their "voices." Before the 1960s, few women ventured onto a calypso stage, and of the 120 calypsonians singing in calypso "tents" for the 1992 Carnival season, one hundred of them were men.
16 While Rohlehr (1990:216) warns against taking calypsoes as simple descriptions of social reality, he nevertheless concedes that calypsonians bring into focus many of the issues and attitudes that prevail in Trinidadian society.
In his analysis of over three hundred calypsoes recorded between 1937 and 1940, Rohlehr (1990:213-77) Elder 1966; Austin 1976; and Warner 1982) draws the same conclusion about the representation of the male-female relationship in calypsoes. Against a background of poor economic and social conditions, male calypsonians, who were predominantly from the low-income Afro-Trinidadian group, represented their women as generally avaricious, crafty, promiscuous, and unfaithful (Rohlehr 1990:216-51) . While the aggressive and transient sexual relationships of men are represented in heroic terms -the "resistor" to domination, the "sweet man" or "saga boy" in sexual exploits -similar behavior among females is cast in a less flattering light. Within the domestic situation, the assertive woman who fights with the traditional stick-fighter's weapons of "big-stick, bottle and stone" is depicted as a violent virago (see, for example, Caresser's 1939 calypso, "Madame Khan," cited in Rohlehr 1990:271).
There is, however, another image of woman that is celebrated in calypsoes, especially in the pre-1970s. She is the ideal woman constructed through a constellation of ideas which link marriage, family, child-rearing, home, yard, and respectability. She epitomizes the "softness" associated with care-giving. This is the image that researchers and local social commentators attribute to the British colonial value system which was based on Victorian middle-class ideals. 17 In this image, the categories of "mother" and "woman" overlap in substantial ways. 18 The calypsonian, Pretender, sermonized in his "Mother's Love" (1937): 16. Trinidad Express, March 10, 1992 , p. 21. 17. Johnson 1983 Powrie 1988:96; Rohlehr 1990:223; Huggins 1992:12; Alexander 1994 . 18. See Moore (1988 and Oakley (1979:613-16 ) for analyses on the linkages between femininity and motherhood in Western society more generally.
The zenith of a woman's ambition in life Should be to be a loving mother and a pleasing wife For thus they are by nature intended. (Rohlehr 1990:225) Atilla expressed the desired norms for women in "No Comparison" (1938): all the old-fashioned girl asked of life was to be help-mate, mother and wife. (Rohlehr 1990:223) It was the "mother" figure, however, that evoked total admiration from the male calypsonian. Caresser, for example, spelt out the role and meaning of motherhood in his 1937 calypso, "Warning to Men, Women and Children about Their Parents" (cited in Rohlehr, 1990:225) . In practice though, the glorified role of woman-as-mother was often mired in contradiction and conflict. Honored as "mother" in the abstract, the woman was nevertheless devalued as "wife." Rohlehr notes that 68 percent of the marriageable women of Atilla's day had not achieved his norm of woman as help-mate and wife (1990:223) . Further, most of the calypsonians who glorified the ideal of the nuclear family also sang more calypsoes about the burdens of marriage, the joys of bachelorhood, and the infidelity of wives and women in general (Rohlehr 1990:223) . "Mother" was often the woman who single-handedly raised her children in the absence of fathers. Praised for her sacrifice as "mother," the woman as sexual being was avoided as "wife," yet her sexuality was represented as immorality if she transgressed the often unattainable ideals of a monogamous marriage and "respectability." This brings us back, then, to the enigmatic figure of the "woman" in the "hard" practices of Carnivals past. Insofar as she shared in the iconoclastic project of her male counterparts against the elite and/or foreign Other, she is valued in the narratives of resistance. Yet, in the context of social relationships within Trinidadian society as a whole, her aggressive and overt sexuality is denigrated by both males and females of all classes as not being properly feminine. The "bacchanal" 19 woman is censored in a way that the "bacchanal" man is not. A case in point was the controversy generated by David Rudder's 1992 calypso "De Long Time Band" in which he celebrates the resistance practices of "long time" (past) Carni-19. Bacchanal is another metaphor lifted from the Carnival to describe certain people and facets of Trinidadian life. It refers to a way of being and behaving that eschews order, control, and restraint. Bacchanal is the playful principle of deconstruction and chaos, the antithesis of hierarchically constructed systems of social order. Although Trinidadians are very ambivalent about its value, their usage of the term suggests that it is expressive of the "true nature" of their social identity. The bacchanal woman, then, is the individual whose behavior breaks all the social rules of respectable society. vals. In his calypso, Rudder uses past Carnival characters to conjure up the motif of resistance. A jamette, Enid, is cast as heroine who uses her "bottom" to break up the Carnival. While the male characters use their music, their rage, and their boasts of past physical exploits to express their "hardness," Enid uses her body and sexuality to declare her defiance.
Rudder's admiration for the "bacchanal" behavior of the jamette woman was censored by Ras Shorty I, himself a calypsonian who, in recent years, has had a religious conversion after a career of singing risque calypsoes. Shorty approved of Rudder's lyrics "until it got to the part about the woman working she belly inside out and pointing her backside in the direction of Port of Spain." 20 Rudder represents all the members of the band as "cocking their bottoms in the direction of town." Significantly, it is only the woman's behavior that draws Ras Shorty's censorship.
Because of the association of "woman" with propriety and domesticity, "respectable" women did not openly participate in the street Carnival before World War II. These women were "respectable" by virtue of their skin color or achievement through marriage, education, or appropriate "feminine" behavior. Insofar as they participated in the Carnival, it was on decorated lorries or under cover of the masquerade. After the war, masks and lorries were abandoned and "respectable" women descended to the streets. At first, they clustered in groups in the middle or at the head of the bands (Powrie 1988:91-102) , until eventually, they ended up being more numerous than men in the present Carnival bands.
THE CONTEMPORARY "FEMALE FESTIVAL"
The media representations of the 1992 Carnival are very instructive. They construct an "event" that not only notes the presence of women, but depicts them in images which suggest women's power and dominance over men. The Carnival is gendered in a way not previously done in past representations. Men were always the unmarked category, with differentiations and dominance within the celebration marked in terms of class, skin color, performative styles, and masquerades (see, for example , Hill 1983; Pearse 1988a; Anthony 1989) . Differential proportions of men and women were rarely noted, with women subsumed into the class and color categories of their male counterparts. In 1992, however, gender was fore-20. Shorty's interview in Sunday Express Living Magazine, February 23, 1992, p. 2. grounded as Trinidad's daily newspapers reported the news to the "nation":
Massive turnout of women masqueraders, outnumbering the men by ten to one.
Blaze of color. Women by the thousands. WOMEN, COLOUR, MUSIC and brilliant weather were the major ingredients that went to lay the groundwork for Carnival 1992 which ended in a blaze of glory yesterday.
Yesterday women were again in charge of the Carnival, as far as the masquerade was concerned.
Women were the dominant force Carnival Monday, appearing in all shapes and sizes, white women, red women, brown women, all having a ball and letting it all hang out, the looks on their faces expressing pure delight.
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On Ash Wednesday, the Trinidad Guardian Carnival Magazine also carried a section on women entitled, "Show me your motion ... and the men?" 22 Supporting these written accounts, the newspapers published pictures of women masqueraders, most of them photographed individually or in groups wearing bikini-like costumes. The cover page of the Carnival Tuesday Express of March 3, 1992, for example, carried six pictures of Carnival Monday activity. Four of these were of individual women, one of a group of three women, and the other a broad shot of both women and men in a masquerade band. Similarly, of the fifty-three photos in the Parade of Bands section of the Express Carnival Souvenir Magazine (1992), fortyone are exclusively of women, six are of women dancing with a man or being carried on a man's shoulders, and six are wide shots of both men and women in several Carnival masquerade bands. None are of men alone. Footage of Trinidad and Tobago television's coverage of the Parade of Bands also conveys the impression that women are the main participants in the Carnival spectacle. Camera lenses, controlled mostly by men, continually zoom in on the women of a band, and especially on the "wining" scantily-clad women. masquerade. However, these media representations cannot be taken as simple unmediated reflections of the Carnival "event." Men do participate in the Monday and Tuesday masquerade, albeit in smaller numbers than women. Further, men predominate in the domains of calypso and music bands, and are the leaders and designers of most of the masquerade bands. Also, many men participate in the street celebrations without costume. Much of this male participation is erased in media representations as eyes and lenses are focused mainly on the colorful spectacle, and especially on the "spectacle" of women, unaccompanied by male-escorts, performing on the streets and stages of Port of Spain. The popular perception, then, fed largely by the media, is that Carnival is dominated by women, and therefore, "a female thing."The almost exclusive focus on the woman reveler is not simply a matter of noting her appearance in the annual event, however. She is highlighted both because of who "she" is, and because of her perceived transformation of the "national" festival, itself a gendered symbol in dominant discourse of the Trinidad Self. Women from the socalled "respectable" colors and classes, exposing gym-toned bodies in "envelope" costumes, and "wining" alone, in a line, or with each other get attention because they simultaneously fit and break the stereotype of the female jamette Other. They are eminently newsworthy, therefore, and their images fill the pages of the nation's newspapers and television screens. Not all women who take part in Carnival are represented in these images, but because these are the images which best project Trinidadian beauty and "sweetness," they are the ones that are privileged in the largely male-controlled Carnival and media.
Dubbing Carnival "a female festival," then, refers to far more than a simple increase in women revelers. The producers of Carnival, concerned with projecting a Self that is distinctively Other, have been concerned with packaging a Self that would sell internationally to those who scavenge the earth in search of new experiences (see, for example, MacCannell 1976: 13). With the "masculine" values of rationalism, competition, and work appropriated by industrialized nations, the Trinidadian Self is represented in popular nationalist narratives as sweet, sensual, playful, exotic, and beautiful. In Trinidad and elsewhere, these are the distinctive attributes of femininity. The female masquerader, therefore, unapologetic in her selfexposure, sensual in her performance, and beautiful in appearance, has become the quintessential metaphor of Carnival, and by extension, of the "national" Self. Included in the image of Carnival's feminization is a host of other qualities stereotypically attributed to "femaleness": prissiness, frivolity, passivity, consumerism, and softness. But herein lies the dilemma for Trinidad's nation-builders. Carnival, interpreted as site of resistance and cradle of "local" culture, has traditionally been represented as male. The woman-as-mother, while co-opted as symbol of the independent nation, is non-represented in that creative process. Her role is that of maintaining, not producing "local culture" largely understood as steelband, calypso, and mas' making. Idealized women have always been confined to separate "private" spaces, traditionally conceived of as agents of the respectable culture against which their menfolk struggled.
With femininity effectively written out of the script, Carnival, and by extension, "national" culture is easily represented as the invention of the masculine Self. Yet paradoxically, the new born "culture" is not male, but female. The logic of Self construction in the international world order requires packaged differences among nations. As Joanne Sharp (1996:105-6) has noted, the constitution of a nation is not only a process which occurs within the confines of a nation itself: national identity is also constructed through engagements with the international realm. The daily plebiscite of national identification constructs not only the national "us" but also "them," those who are outside and different.
With the "hard" values already "spoken for" by northern industrialized nations, the state and Carnival producers have been elaborating on images found in popular discourse, both local and foreign, about the sensual and playful Other of the tropics (see, for example, Parker 1992:7-29). Consequently, the Trinidadian woman is co-opted and projected as the image of the sensual Other.
Motherhood and sensuality are oppositional concepts in Trinidadian gender discourse, however. One suggests respectability, religiosity, sacrifice, and permanent commitment, the other playfulness, promiscuity, fickleness, and transience. However, both images are feminine, and have been used by the male architects of the Trinidadian Self to imagine and constitute the nation, albeit for different purposes: the shadowy "mother" quietly nurturing her producer-sons, the "sensual beauty" embodying their creative cultural endeavors. Yet it is far too simplistic to interpret women's increased involvement in Carnival as simply the creation of men. While I concede that the Carnival "event" is still largely constructed and directed by men, it is clear that women are not simply performing the feminine roles ascribed to them by the society at large. Just as an older generation of men inverted and subverted the norms of a colonial society, modern women are playing mas' with the nationalist narrative which reduces women either to shadowy subordinates or to the "pretty" products of the male enterprise. In the modern Carnival, notions of femininity and masculinity are deconstructed and reconstructed; so, too, are concepts of "softness" and "hardness." Not unexpectedly, King Carnival's sex change is the topic of much discussion and debate in the society at large.
THE CARNIVAL "GONE SOFT"
The present-day Carnival is frequently conceptualized as the transformation of a former, more authentic Carnival which is represented as working or under-class male and black. David Rudder, a popular calypsonian noted for his calypsoes which celebrate "black" cultural roots and resistance motifs, complained in his 1992 calypso "De Long Time Band":
Enough is enough! shout Little Man, As he pull out his ancient tenor pan 24 The Carnival gone soft and that is a fact, So I going in town and bring it back To make Carnival "hard" again, Rudder invoked the image of the "long time" Carnival masqueraders and revelers who, following "little man" in a Carnival band, "cock" various parts of their anatomy in the air -for example, their buttocks and mouths -in order to rescue Carnival from its present "softness." The word "cock" carries with it connotations of maleness in Trinidad. As a noun, it describes the adult male of the domestic fowl, the penis (usually considered a vulgar usage), and men with a certain swagger or arrogance. As a verb, "to cock" is expressive of proud defiance and lack of decorum, and could be used to describe the behavior of both women and men. It is, however, a profoundly "male" attribute and Rudder uses it metaphorically to wrest the Carnival from the "hoity toits" (middle classes) who presently control it. The contest between "little man" and the "hoity toits," between Carnivals past and present is, therefore, cast as a contest between hardness and softness, resistance and complicity, maleness and femaleness.
The pacification or "softening" of Carnival has also been the target of criticism leveled at the modern festival by several commentators. Papers by a local newspaper columnist, Kim Johnson (1983) , and anthropologists Daniel Crowley (1983) and John Stewart (1986) attribute recent developments in Carnival to its appropriation as official "national" culture by the middle classes who have defused its potential for resistance. The authors, all men, assume a more authentic version in the past against which the modern Carnival must be measured. What is interesting, however, is the way the shift is conceived of in terms of gender. For Johnson (1983:199) , the ethos of capitalism has shifted, at least for the middle class (and to a lesser extent for the working class as well) from one of production-and-work to one of consumption-and-fun, and many middle class women find themselves as the bearers of this ideology having broken away from the repressive victorianism of the 1930s.
Not only is Carnival "a women's festival, or a festival of women" (Johnson 1983:197) , women are held directly responsible for the spread of the "debased" and "bankrupt" middle-class ethos. Johnson typically slots "woman" into the role reserved for her in traditional gender analyses of Caribbean societies: the "soft" border between the resisting Self and the dominant Other, the consumer and bearer of Eurocentric value systems because of her supposed closer association with the "master" class during slavery (see, for example, Wilson 1973) . This theme of female promiscuity and complicity with the dominant "massa" or foreign Other has been further perpetuated through calypsoes of the "Rum and Coca Cola" type which represent both mother and daughter "working for the Yankee dollar" during and after World War II when American servicemen were stationed on the island.
The anthropologist Daniel Crowley was one of the first group of scholars to publish an academic study on Carnival in the mid-1950s. His "Traditional Masques of Carnival" attempts both to document the masquerades of the Trinidad Carnival and to uncover the origins of particular masking traditions. Invited back to Trinidad in the early 1980s to participate in a seminar on Carnival, Crowley was critical of the new shape and ethos of Carnival (1983:221-25) . Claiming that Carnival is "always a festival of reversal," Crowley pleaded that it not be turned into a "goody, goody national festival, a show-case on the world." For him, Carnival is best persecuted if it is to remain authentic (1983:221). He diagnosed the current Carnival as "sick" because it no longer had any "guts" to it, it was too "nicey-nice." Again, for Crowley (1983:223 ) the lack of "guts," Rudder's "softness," is directly linked to the predominance of women:
One of the reasons why young men are probably not out there in the streets anymore as they were thirty years ago, is that there is no challenge in the streets -the reason why the carnival is the possession now of women and children. It's that the fun has gone out of it, there is no swashbuckling challenge for young men. There is no way to make the kind of points young men feel strongly about. In contrast, Brazilian carnivals are about 85 percent young men from the ages of 15 to 25. 85 percent! That's a lot.
This view is not peculiar to Johnson and Crowley. During my fieldwork, I heard variations of this perspective, both in the media and in conversations, and mostly from men who were either veteran masqueraders or who saw the festival as the privileged space of "national" or "black" resistance. Carnival has been "softened" and neutralized, the effect and/or cause of the predominance of women revelers. The "soft and sensual" post-Independence Queen has usurped the throne of the "hard and mean" pre-Independence King.
THE USURPATION OF THE CARNIVAL THRONE
The entry of women onto the Carnival stage could be considered dramatic in two ways. First, women outnumber men in the masquerade bands, and no longer depend on men to protect them from unwanted "interference" from predatory males. Women form groups to "play mas'" together, often leaving their male partners who play in another section of the band or stay at home to care for children.
25 Second, at Carnival time, women no longer behave in accordance with the tenets of "respectability" expected of them from society at large. Particularly shocking for both male and female Trinidadians is the behavior of women, considered "respectable" by virtue of color, class, or professional standing, who wine and gyrate on the streets and Savannah stage in skimpy costumes. Not all women wine and jam or wear revealing costumes, but this is the image that is projected in the media, paradoxically both to express national moral outrage at the "fall of Carnival" through its association with debased womenfolk, and to sell Carnival internationally on the tourist market as the exotic "Greatest Show on Earth."
Women are not unaware of the impact of their performance on the nation. Pre-and post-Carnival television-and radio talk-shows continuously analyze this "new phenomenon," 26 while newspaper columns and letters-to-the-editor are full of admonitions and advice to women masqueraders at Carnival time. A "Clean Carnival Person," in a letter to both "my dear ladies" and "TV cameramen" in the Trinidad Guardian, beseeched the former to respect themselves and act as "good role models for children in particular or budding young ladies coming up." The cameramen were asked not "to focus your cameras on vulgarity as you know children are your main viewers."
27 The Catholic News, in a catechetical lesson for students, approved of Carnival, but disapproved of its excesses. Among the excesses named are "the ever-increasing 25. See, for example, Trinidad Express, February 29, 1992, p. 23. 26 . Women's behavior in Carnival has always been put under intense scrutiny by the "respectable" classes of Trinidadian society. So, in one sense, the current debate is not really new. The phenomenon could be considered new, however, because of the numbers, behavior, and "kind" of women involved in the modern Carnival. 27. Trinidad Guardian, February 28, 1992, p. 8. skimpiness of the designs for women" and "the shameless wining of our womenfolk before the TV cameras." 28 For many, especially men, the most disturbing thing about the woman in contemporary Carnival is that her performance is not overtly directed at the male. Wining with, on, or for men, while considered "vulgar" and "obscene," is still within the range of possibility for women. After all, jamettes are still the shadow side of the idealized "wife-mother" complex. However, women, among them wives and mothers, dressed in "provocative" costumes and wining alone, or on other women, or on "anything," are anomalies who not only introduce a new category of "woman," but subvert the male-female dynamic on which older images were built.
A fundamental assumption underpinning the traditional male-female relationship is the belief that a female's dress and behavior is part of an elaborate invitational "mating ritual." At Carnival, however, many women do not seem interested in inviting or seducing men, nor do they seem to care with whom or on whom they wine. Narratives among women abound about men who misread women's behavior at Carnival and ended up being verbally and physically abused for "trespassing." In one incident, about which I heard several versions, a scantily-clad woman masquerader had wined and gyrated for the benefit of a male tourist with a camcorder. When her performance ended, he had tried to "interfere" 29 with her. The women story-tellers then gleefully recounted how the female protagonist verbally abused him and broke up his camera. By radically disconnecting the concept of "woman" from the conventional male-female dynamic, the "Carnival woman" both undermines the traditional images of women as "mother/wife" or jamette, and proposes new terms on which the female/ male relationship should be built, if at all.
That men (and women) find the auto-eroticism of women's behavior in contemporary Carnival alarming is evident from newspaper comments on the issue. Male interpretations hint darkly of rampant lesbianism, or more broadly, of the spread of individualism in society at large. One newspaper columnist, a male university lecturer, Ken Ramchand, declared:
if the girl in front of me wants to wine like a ball of twine, I am the straight man, the piece of stick from which the twine wines and unwinds. From the center of the storm, as it were, I now look at the "gyre/girl" gyrating out there. She is not dancing for me. She is not dancing for that handsome buster who has been eyeing her all night. She is not even 28. The Catholic News, February 23, 1992, p. 12. 29 . "To interfere" carries a range of meanings when used by Trinidadians in this social context. These meanings include touching, pinching, or making a pass. dancing for herself. She is alone and mechanical. She doesn't think she is being sexy. I don't think she is being sexy. She is not sexy. Sexy is the furthest thing from her mind. 30 Clearly, then, the phenomenon of the modern female masquerader, whether construed as compliant, frivolous, lesbian, individualistic, or the cause and effect of moral and social decay, is considered very problematic by some influential sectors and individuals in Trinidadian society. The controversies that the yearly appearance of women in Carnival generates suggest that the issue is multi-layered. These controversies involve questions about appropriate female behavior, the nature of the male-female relationship, the construction of womanhood, and ultimately, about women's role in the nation and the representation of the national Self.
PLAYING MAS' WITH GENDER I suggest that far from being "domesticated" as argued by Crowley and others, Carnival remains as much the site of iconoclastic practices as it was for the male (and female) masqueraders of old. Granted, the Self-Other configuration has changed, and so, too, has the idiom of resistance. But oppositional themes do persist. The swashbuckling males have been replaced by swashbuckling females whose "rebellion" is not against the "white" colonial regime and its elite cohorts (a contest that is largely over), but against the male control of the definition, behavior, and expectations of "woman" in the national community. Further, sexuality has replaced aggression as the idiom of defiance (Miller 1991) . The female body has become the vehicle, the mass of females (not the costume) has become the masquerade. The open flaunting and display of the sensual female form is as provocative and subversive of the status quo as the hordes of male maskers who dominated the streets of former Carnivals, armed with their sticks, beating their drums, and singing their "battle" songs. Many of these men had appropriated the caricature of the "black" male constructed in colonial discourse -savage, aggressive, wild, lascivious -and used this image in a menacing way to fight back. Caricaturing the caricature has always been part of the masquerade and calypso traditions in Carnival. The jab jab 21 with his blackened body and the "Congo Man" 32 who cooked and ate two "white" women in Africa in 30. Trinidad Guardian, August 27, 1992. 31 . Jab is the patois word from the French diable (devil). The jab jab is a popular masquerade. 32. The popular calypso, "Congo Man," first released by the calypsonian the Mighty Sparrow in 1965, is about an African cannibal headhunter who "ate" two Sparrow's calypso are but two examples of this tradition in the Trinidad Carnival. Women, unmasked and exposed, are now employing the same strategy. Shadowy figures in the "male" Carnivals of the past, women are "singing back" in calypsoes, 33 wining back in public spaces, and stepping out of male fantasies and pin-ups to tease and provoke their "creators." Their behavior is not primarily about sexuality, if it is about that at all, but about self-assertion, self-expression, defiance, and absolute freedom (Miller 1991) in the context of the so-called "gender war," one side of which has been so well documented by male calypsonians.
Despite this analysis, my women interviewees did not interpret their behavior in oppositional terms, however. Nor was sexuality high on their agenda as a reason for playing mas'. More often than not, my inquiries about their participation were met with incomprehension, a sure sign that, for these women, the answer was quite self-evident. When pressed, however, almost all described the Carnival experience in terms of freedom, pleasure, and self-expression. Samples of the typical responses I got to my question were:
It's a must. I love the music and it's a chance to get together with friends. white women travelers in the Congo. The calypso ostensibly refers to cannibalism, but it is full of sexual innuendoes. Both feminists and "black consciousness" groups in Trinidad have vehemently objected to the calypso's content, albeit for different reasons. Some women were offended because Sparrow seems to be glorifying rape. Some Afro-Trinidadians, on the other hand, criticized Sparrow for perpetuating the stereotype of the "black" male as a savage, lascivious cannibal. I suggest, however, that Sparrow's "Congo Man" is a good example of the carnivalesque appropriation of the stereotype to caricature the caricature. As such, the calypso can be interpreted as a strategy of playfully using the caricature to turn it back in a menacing way on the colonial world which created the caricature in the first place. 33. Examples of popular calypsoes sung by women which explicitly deal with the male-female relationship are "Runaway" (Singing Francine 1978), "Dignity" (Singing Sandra 1987) , and "Woman is Boss" (Denyse Plummer 1987) (see Ottley 1992) . Carnival is experienced as pleasurable because it affords the woman space to be herself, especially that part of the self historically subjected to social regulation and upon which her worth as a person depended. I refer here to a woman's sexuality and to her body in which it is grounded. In theory and practice, "pleasure" was never considered the proper attribute of the woman as "mother." A source of pleasure and nurturing for others, she was denied pleasure for herself. Sacrificial care-giving, so valorized in the image of the "strong" woman of Caribbean literature and folk narratives, was assumed to be the "zenith of a woman's ambition in life" (Pretender's 1937 calypso, "Mother's Love"). Her public indulgence in "pleasurable" pursuits, then, and especially those located in the body -movement, dance, dress (or lack of it), and sensuality -can best be interpreted as an act of rebellion against the social codes and practices which define and constrain her life during the year. For women, Carnival is the expression of, and achievement of, freedom. Women literally become "out of control," playing mas', if only temporarily, with the role assigned to them in the national scheme of things.
There are several ways in which the women of Carnival transgress and disrupt the norms of society, especially as these relate to gendered identities and relationships. By appropriating for themselves the male public space historically represented as the womb from which "indigenous culture" was conceived and nurtured (cf. Stewart 1986:305) , Carnival women subvert the notion of a gendered division of space and social behavior which has been the framework through which Caribbean societies have been understood and constructed. Their "take-over" of the street blurs the line between rude and serious (Abrahams 1983) , inside and outside (Miller 1991) , and street and yard (Wilson 1973) , and forces their inclusion in the performance of the "national" script. But not only is public space re-gendered, so, too, is behavior. The "rudeness" and "slackness" associated with men is co-opted by women, and transformed into an idiom of sensuality. Pleasure is achieved, not simply through the practice of dancing, movement and masquerade, but from the thrill of "breaking the rules" and "getting on bad," or what Leslie Gotfrit (1991:180) calls "the pleasure located in naughtiness." Further, women dancing alone or in groups, in a Carnival space historically dominated by men and heterosexual couples, defy the social norm which requires the presence of men both to pleasure and protect women in public spaces. In a society where males have traditionally believed in their own remarkable powers of seduction (Rohlehr 1990:226) , scantily clothed women, assertively defending themselves against the unwanted attention of predatory males, can surely be interpreted as an act of "resistance" or "hardness." This certainly is the image of the Carnival woman that David Rudder paints in another of his 1992 calypsoes, "Carnival Woman" which he sings "for the sistren."
It must be acknowledged, however, that women's oppositional behavior is inscribed within an ideological and festival space that is still largely controlled and defined by men. The government organizers of the "national fete," the costume designers, the band producers, the music makers, and the calypsonians are predominantly male which suggests, on the surface, that women are the uncritical consumers of a male-produced Carnival script, including its ethos and practice of scandal, confusion, bacchanal, and sexual ribaldry. Stereotypes of "sensuous" femininity and "macho" masculinity are reproduced in many of the costume designs, and calypso lyrics continue, in part, to trivialize, caricature, and ridicule women. More often than not, the amplified soca "voice" that orders women revelers to "bump and grind" is that of a male singer. Women are, therefore, caught at intersections of consent and resistance, self-expression and reaction, pleasure and guilt, agency and passivity, manipulation and active appropriation, commoditization and rebellion. Women's oppositional practices, embedded in the logic of an identity discourse which posits a Self-Other dichotomy, assume the definition of a Self that is defined over and against the male-Other, an exotic "soft" national Self defined over and against the "hard" technologically-advanced nations. Not unlike the masculinist architects of the nationalist project, women masqueraders are shaped by what they oppose. Granted, the "object" of male desire and dominance is transformed into a "subject," who rebelliously uses her sensuality to provoke and tease. Nevertheless, as "female," women are positioned within a set of practices and discourses that are both male-defined and dominated. "Woman" remains a contradictory and paradoxical figure, therefore, negotiating spaces between compromise and rebellion, sociality and bacchanal, yard and street, "mother" and "jamette." As "female," then, present-day Carnival is the logical result of the hegemonic script which divides the world into North and South, into "nations" that are "developed," "progressive," and "hard," and those that are "developing," "exotic," and "soft." For Trinidad and Tobago's largely male nation-builders, the global political economy, with its attendant trafficking in different "exotic" cultures, demands such a projection. Within "the nation," however, the "female" Carnival is far more problematic. As the out-of-control Woman, Carnival symbolically represents, for many, an out-of-control nation where traditional gender roles and expectations are overturned and tenets of the "male" dominated nationalist project radically undermined. Yet again, the Carnival is both registering and fueling another Trinidadian social contest. The resolution of this contest demands a new look, by both women and men, at the gendered and other assumptions on which the nationalist project in Trinidad and Tobago is based, as well as critical and creative responses by women themselves to their roles in representing and making "the nation."
